The expansion of creative and cultural industries has provided a rich source for theoretical claims and commentary. Much of this reproduces and extends the idea that autonomy is the defining feature of both enterprises and workers. Drawing on evidence from research into Australian development studios in the global digital games industry, the paper interrogates claims concerning autonomy and related issues of insecurity and intensity, skill and specialisation ,work-play boundaries, identity and attachments. In seeking to reconnect changes in creative labour to the wider production environment and political economy, an argument is advanced that autonomy is deeply contextual and contested as a dimension of the processes of capturing value for firms and workers.
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Introduction: claims and rationale
The traditional literature on the management of creative work has tended to emphasise the inherent tension between autonomy and commercial pressures (see Thompson, Jones and Warhurst 2007) . This correct but somewhat static observation has been superseded by the expansion of creative and cultural industries that has provided a rich source for theoretical claims and commentary. Recent years have seen a proliferation of conceptual terminology the creative class, the cognitariat, immaterial labour, the cybertariat. Such arguments draw on radical (post-Fordist, post-modern and autonomist Marxist) and mainstream literatures that reproduce and extend the idea that I the autonomy and creativity G P : 5). W presented not only as something happening on one territory, but its wider -industrial forms of work to which future Willmott, 2009: 945) .
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In this article we argue that there has been an excess of high theory over detailed empirical accounts of actual creative labour in specific creative industries. In interrogating the above claims we seek to add to the relatively small but growing body of work that is grounded in close observation of industry contexts and dynamics (e.g. Christopherson, 2008; Deuze et al., 2007; Martin and Deuze 2009; Teipen, 2008; Hesmondhalgh and Baker, 2008; Umney and Kretsos, 2014; Hodgson and Briand, 2013; Legault, 2013) . After outlining and commenting on the new literatures, we locate the digital games industries within the value chain context 3 before drawing on evidence from interviews with employers and workers in games studios in Australia to examine key work and employment trends, offering a significant corrective to claims concerning creativity, autonomy and attachment.
Literatures, theories and claims
In I O D W lmott draw primarily from highly influential autonomist Marxist writings on creative labour (see Gill and Pratt, 2008 for a summary). Capital is seen as increasingly relying on mobilising the subjectivity of labour, with a particular emphasis on the role of information, communication and emotions in the labour process and the production of commodities: -operation and subjectivity of labour have found a point of contact outside the radically autonomous processes of self-
. (Hardt and Negri, 1994: 282) Whilst immaterial labour can be found everywhere, the games industry occupies a special place in such theorisation. In one of the most explicit applications of autonomist thinking, de Peuter and Dyer-Witheford assert that digital games are an exemplary site for the mobilisation of immaterial labour. Though they recognise is that I extern T There's nobody telling you how to do something. There's no paperwork getting in your way.
There are no set rules that you have to follow -rules that you don't feel are necessary (2005, 2) . T communism of capital in which work is like play, characterised by self-expression and self-transgression You come in, you see
To add to players and enthusiasts who apply their social capital to the modification and development of games with the active encouragement of many of the companies. (Postigo, 2007) However, for autonomists, immaterial labour has a dual character. This is focused on the precarious nature of such labour, giving a radical twist to mainstream notions of mobile free agents; recognition is given to a diverse range of temporary, positively to Florida, Shorthose (2004, 4-autonomy for artistic labour and alternative self-organised cultural forms from below. The centrality of project work is also a consistent theme of mainstream accounts.
Grabher (2002) influential account of the project ecology of the advertising industry in London highlights the composed production process structured around recurrent, episodic projects that are difficult to pre-specify either with respect to content or volume. Similar arguments are made about freelance entrepreneurs moving across projects in different locations in the animation industry (Yoon and Malecki 2010) , and the reliance on output controls rather than (Teipen 2008, 322) . Finally, mainstream accounts tend to confirm high levels of attachment and identification with work. (DeFillipi, Grabher and Jones, 2007) 
Criticisms, questions and alternatives
One of the main problems is undifferentiated notions of creative labour, with a tendency to include non-relevant groups (such as routine workers within creative industries) and masking differences between others for example artists, computer programmers, internet entrepreneurs who have little in common (Thompson et al, 2007; Hesmondhalgh and Baker, 2008 B (2010a) Though studies of the creative economy and creative work have exploded since the mid-1990s, the analysis of creative work has been disconnected from changes affecting the production environments within which creative workers enter the workforce, access jobs and build careers. (Christopherson 2008: 74) As Christopherson goes on to note, conglomerate firms increasingly control access to entertainment markets, a far cry from the touted by autonomists.
In sum, issues such as the extent of autonomy and insecurity, boundaries between work and play, and the distinctive characteristics of attachment, need careful empirical examination within such industry contexts. Even some of the useful new studies focus more on the internal dynamics of project working in games (Hodgson and Briand, 2013) or labour market trajectories of jazz musicians (Umney and Kretsos, 2014) . Our orientation is consistent with calls for closer analysis than the autonomists provide one that can engage with the specificities of different Gill and Pratt, 2008: 21) Even in more empirically grounded studies there is often a dearth of in-depth examinations of the black box of creative labour and process in specific industry contexts. Our wider project draws from focuses on both the digital games and visual 9 affects segments of the film industry, and attempts to situate the creative end of the industries (development studios) in a double context the specifics of the Australian economy and the global value chain. It is concerned with issues of control and value capture faced by small and medium-sized producers of digital entertainment products.
To inform such understandings, the research draws on theoretical resources from institutional and political economy approaches, notably global value chain perspectives, as well as labour process theory (LPT). The industry level analysis is reported in detail elsewhere Cox 2013, Parker, Cox and Thompson, 2014) . Because this paper focuses on work and employment relations, we draw primarily on LPT. As we noted earlier, LPT is the target of the initial critique laid out
defence of the approach, but rather to demonstrate its actual usefulness. Labour process researchers have been paying increasing attention to creative labour and industries the characteristics of the work content of creative workers, the types of employment contracts typical of the sector and finally the form of management control used in the sector (Smith and McKinlay, 2009: 15) One issue not mentioned in the above list is the effort bargain -the with which O D W They are wrong to argue that LPT treats the effort bargain in solely or narrow economic terms. Recent research has sought to develop accounts of the role of emotions in the effort bargain in the context of call centre and interactive service work that address issues of attachment (Bolton 2010; Callaghan and Thompson 2002) . We will seek to 10 demonstrate that an expanded conception of attachment in the effort bargain remains highly pertinent for an understanding of creative labour. This is an example of the broader aims of the paper -to produce better, more carefully constructed and contextually grounded categories, concepts and claims.
Data collection and analysis
Our main source of data was thirty-three semi-structured interviews conducted with firm managers and employees in a variety of firms of different sizes and participating in the mobile and/or console industry segments in the Australian games development industry. Interviews occurred in two stages. The first round of interviews, primarily to identify the nature of industry dynamics and the strategies A current owner/manager in thirteen firms as well as leading public policy makers in relevant government departments. The selection of interviewees was driven by theoretical considerations rather than statistical sampling; firms were selected to ensure we had access to different market segments (console (four), mobile three) or both (six) and which varied in terms of age of the firm (1-16 years), number of employees (1-100+), and ownership (domestic (11) or international (two).
In order to fully capture the labour dynamics in the industry, we conducted a further twenty semi-structured interviews with employees / games developers. Employees were selected from a sub-sample of six firms. The developers experience working in the industry ranged from 1 to 20 years, with an average of seven years. Three of the more experienced developers had experience working internationally in the games 11 industry. When referring to these respondents later in the text, we describe them in terms of the firm (1-6) and number of employee (A-E) (for example 1A or 6D).
Interviews with firm owners covered the range of issues necessary to identify key dynamics of the industry associated with financing, design, production, and distribution and how these dynamics were affected by the structure of the global industry and international market developments. The interviews with employees/developers working in the industry were also wide ranging and focused on the nature of work and employment within the industry as well as the nature of the labour process and how these were affected by the nature of the industry context as described in the first round of interviews. Once we achieved a high convergence of responses we ceased interviews (Corbin and Strauss, 1990) .
Interviews lasted for between one and 1½ hours and were recorded and fully transcribed. The first step of the analysis was to conduct open coding of the interviews. Coding was conducted on segments of the transcripts that formed identifiable ideas, with each segment often coded into multiple categories. The categories and themes identified in the first round of interviews focused on the industry context and were theoretically informed by concepts concerning the structure of the industry, characteristics of transactions, including their complexity and codifiability, and power relations along the industry value chain. The categories and themes identified in the second round of interviews were theoretically informed by labour studies concepts such as autonomy, tenure, security, rewards, job fragmentation, skills, work hours, and intensity.
The political economy of digital games and entertainment industries 12 We have argued for the need to examine creative labour in particular industry contexts. The games industry is the largest entertainment industry globally generating more revenue than film and music with successful console games titles individually producing over $US1 billion in revenue. The video or console game market revenue was $US18.58 billion in 2010 (Fieldman, 2011) . There is a complex competition for value capture between console manufacturers, publishers, development studios and retailers (Johns, 2006) ; and research is beginning to uncover something of the changes in labour markets and processes associated with the evolving industry architecture (Deuze et al., 2007) . Publishers, sometimes overlapping in ownership with console manufacturers are the fulcrum of power in the value chain, arising from their control of intellectual property and financing of increasingly costly games development. Independent development studios, such as those that characterise the Australian industry, rely on a business model which involves the development of small licensed products for publishers, particularly in
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Australian studios do not have the resources required to develop games, which take more than twelve months and involve very large production budgets, without publisher financing (Martin and Deuze, 2009: 283) However, developers in the smartphone market assume all the risk of development.
There is massive competition in the development market for mobile devices (Fieldman, 2011) , with an estimated 1000 apps uploaded to the Apple AppStore daily. The heavy concentration in the retail and smartphone devices markets has ensured that developers bear the costs of the development of the vast bulk of games that never succeed on the online market. In the next section we examine how changing conditions in traditional and new segments of the market are impacting on creative labour.
Digital games: labour in context
When respondents were asked to reflect on changes in the industry, two main
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had moved from the garage to becoming larger, more structured, more managed, more professional outfits, with career paths for core employees. This is also true of other markets such as the UK (NESTA, 2011).
The industry when it started was very ad-hoc... we went through a maturing process where the projects were getting bigger and bigger. So something had to change..more structure, systems and processes (employee 5A) I I een a much more professional approach in a lot of ways taken to actually running it as a business and scheduling properly, managing people
Almost all of the larger firms in Australia had grown and developed some stability through licensed contract work for domestic and international publishers. Second, the global financial crash (GFC) had, however led to a severe shake-out in the industry. The consequences of this constituted the second theme. Respondents talked of tighter budgets, shrunken workforces and disappearing firms. A form of sheltered by continuing relations with successful, mostly US publishers surviving in downsized forms along with small studios that were nimble enough to adapt to new, notably on-line, markets.
Jobs, tenure, security, rewards
Respondents confirmed what is known generally from the creative industries literature that employment was accessed through networking and by word of mouth. On the key issue of (in)security that emerged from the literature, a complex picture emerged. On the one hand there had been a medium-term trend towards greater stability. Contract work for publishers has had sufficient continuity to mean that recurrent projects encourage retention of a core of expertise with a predominance of salaried positions, supplemented by temporary workers, These trends are not inconsistent with a degree of job mobility across firms.
Respondents reported the attraction of new projects and the limitations of existing work roles facilitated an ability to move either onwards and sometimes upwards.
Y .
(1B)
T and over again, so once you get sick of working on t probably a good idea to go somewhe .
Movement across firms in Australia and elsewhere was particularly the case for younger, more socially mobile workers, but most were not freelancers.
However, all respondents recognised that more recent trends following the post-GFC shake-out had increased insecurity. Referring to firms that have gone out of business or shrunk a lead designer commented that: T Some even reported that they had become so bored with the repetitive aspects of
I I E
As for modders and fan programmers, no-one reported any involvement in their companies or projects. A number did recognise the role hobbyists played in larger firms and triple A games. In those circumstances they are used in the development process to test products and provide add-ons that extend the life of a game. Their
IP H
respondents supported, the evidence is that fan programmers are often using modding as a means of entry into the industry.
Work attachment and identity
We certainly found considerable evidence of affective attachment, but it was neither undifferentiated, unqualified nor unconnected to the effort bargain. The issue of continuing attraction (or otherwise) to the industry was explicitly explored with respondents. The majority had positive perceptions I A B D I attachment was not to the company but to the industry and to particular projects.
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For example a strong driver for some was the opportunity to create original IP or work on triple A games. Respondents recognised that passionate attachments to the work could lead to toleration of long hours and insecurity.
However, toleration was relative. Employees showed awareness of the changing terms underlying the effort bargain. you want to go home and no amount of creative freedom is going to fix that.
B I (6B)
A variety of issues were raised about declining attractiveness by respondents. These included work often becoming more specialised and even boring; that original IP was harder to secure given power relations in the restructured industry; continued poor people management and increased bureaucracy. Those who had been compelled or chosen to retrea overed some of their enthusiasm.
Discussion and Conclusions
The creative industries have been presented and promoted as exemplifying new trends in the post-industrial landscape, with changing boundaries of capital, management and labour; work and play; effort and attachment. . A key contribution of the paper is not merely to counter excessive theoretical claims, but to ground a more realistic and complex understanding of creative labour within the political economy of particular creative industries.
What we have tried to explain and illustrate is that the struggle to win work from buyers places considerable constraints on the exercise of creative capacities at work. This is a complex and uneven process. Creative workers are a undoubtedly a source of value in a labour-intensive industry and the availability and location of skilled labour at an appropriate cost is a key factor in locational or work allocation decisions (Izushi and Aoyama, 2006; Teipen, 2008) . This may help to explain the uneven trends we have observed towards greater security and full-time contracts, at 24 least for core workers. Wider evidence on the industry in the UK indicates that freelancers may constitute only 12.5% of the workforce, which is marginally lower than the figure for the whole UK economy (Skillset 2011 What of issues of division of labour and hierarchy in the labour process? The uneven power struggle between capitals in the value chain and the subsequent cost Deuze at al., 2007: 350) . Workers are highly aware of and often chafing against the limits of creative autonomy, both with respect to their own work and the struggle to create and retain original IP. Yet it is telling that in our interviews, the most enthusiastic about their strategic and operational choices were those who had downsized to the indie space small studios producing games for smartphones. To move on to our final set of issues, theoretical claims on the nature of work identity, attachment and the (absence of an) effort bargain also rest, implicitly, on an exaggerated notion of autonomy. There is evidence of strongly aestheticized H identity can co-exist with insecurity or generic, underpaid work, as in the case of employees in fashion or animation (Stahl, 2010) . Whilst affective labour is a theoretically over-burdened term, affective attachments are pertinent. Such attachments and relative satisfactions are likely to diminish the willingness of creative workers to engage in collective action or resistance. However, our evidence is that traditional attachments are perceived by many to be increasingly in conflict with industry dynamics and work relations. , 2011) . There is also the issue of types of workers.
Given our access via firms, there was a bias towards full-time and permanent employees. It is certainly possible that interviewing freelancers would have told a partly different story. However, a large number of our respondents had previously been freelance and were explicitly asked to reflect on broad changes in the industry.
Given that our argument rests in part on the specificity of particular creative industries and labour, questions may also be raised about the typicality of the trends 27 identified. There is certainly evidence from other such industries confirming, for example, trade-offs between creative autonomy and job security amongst jazz musicians (Umney and Kretsos, 2014) . However, we recognise potential limitations.
Games, VFX (visual effects) and animation are a cluster of technically-oriented industries with some similar characteristics and trajectories. Even within that cluster C r types of participant consumers. That undoubtedly exists, but is confined to certain segments of the games and animation industries (Positigo, 2007; Izushi and Aoymata, 2006: 249; Holts, 2013) . If the scope is broadened to the full range of creative industries, the heterogeneity is considerably greater. Advertising, theatre and traditional media are different from the high tech industries and from each other. This may explain some of the differences in evidence across studies.
In conclusion and ret C ) earlier plea, we have sought to reconnect changes in creative labour to changes in the wider production and political economy environments. Researchers should not read off characteristics of such labour from its internal qualities, including its project basis. Banks (2010b) argues that whilst autonomy is a condition of profitable artistic production due to particular commercial and managerial constraints. This is a reasonable observation, though our emphasis has been less on the less on the art-commerce tension and more on the positions and practices of particular firms and creative labourers. The starting point of our argument is that the most creative players the development 28 studios are caught in a highly unequal struggle to capture value in the production chain. The medium term trend, as reported by managers and employees alike, has been towards greater substantive subordination of creative producers to media giants. This is a common trend in audio-visual industries. The majority of the costs and risks of production are borne by a myriad of relatively smaller, and more (Fitzgerald 2014) Industries such digital games, VFX, animation and new media are relatively new.
They have experienced periods of rapid expansion and contraction during which the context in which creative labour is mobilised and managed has undergone significant change. We are now entering a period in games, in which that dynamic is changing again as some firms seek to capture value in the smartphone market, outside the B to the garag omous production. The gateway to new opportunities is firmly defined by Apple and Google (Parker, Cox and Thompson, 2014 
